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S/IDE ONE 
Band 1. SOLOMON—Overture 
Band 2. SOLOMON-—Sinfonia: 

Arrival of the Queen of Sheba (Act 3) 
Band 3. BERENICE—Overture 
Band 4. TESEO—Overture 
Band 5. ARIODANTE—Overture 

SIDE TWO 
Band 1. JEPHTHA—Sinfonia (Act 3) 
Band 2. ESTHER—Overture 
Band 3. RINALDO—Overture 
Band 4. RINALDO—March and Battle (Act 3) 
Band 5. SOSARME—Overture 

Handel's overtures, written originally to introduce his 
various Operas and oratorios, were immensely popular in 
the eighteenth century as independent orchestral items. 
From 1711 onwards, when he produced his first London 
opera, Rinaldo, hts opera overtures were In constant 

-~demand, long before his concertos were even contem- 
plated, and they were still delighting Vauxhall audiences in 
the 1790s, when Haydn came to England. According to 
Sir John Hawkins, Handel's overtures, ‘excellent as they 
are, were composed as fast as he could write, and the most 
elaborate of them seldom cost him more than a morning's 
labour’ Whatever the truth beyond Sir John’s somewhat 
patronising remarks, Handel's overtures contain some of 
his most beguiling music, and are still very well worth 
hearing as individual pieces, quite apart from the operas 
and oratorios with which they were originally associated. 
In general they were written for the Late Baroque orchestra 
of strings, oboes, bassoons. and continuo, with very 
occasional use of flutes, or trumpets and drums; and for 
the most part, where such music was concerned, Handel 
kept to the French type of ouverture, originated by 
J.-B. Lully in the mid-seventeenth century. To a supreme 
master of contrapuntal technique, such as Handel, the 
French overture form, with its prelude-and-fugue type of 
structure, afforded much more opportunity to show skill 
as a contrapuntist than the flimsy tonic-and-dominant 
‘texture of the newer Italian s/nfonia avanti /‘opera. Handel's 
first theatre overture, composed for A/mira, in 1704, was In 
the French form; his last, for Jephtha, in 1751, was of the 
same pattern —a pompous opening movement, In a 
strongly marked ‘dotted’ rhythm, followed by a brisk fugal 
movement, with or without a return to the slow opening 
mood. Often, but by no means inevitably, Handel would 
‘add one or more airs or dances, thus turning the overture 
into a miniature suite. And quite often he didn't bother to 
give any very clear indications of tempo—in those days, any 
trained musician would know the traditional tempo for the 
opening of an overture; indeed, Handel clinched the 
matter on one occasion by writing ‘A tempo di ouverture’ 
at the head of such a movement. Occasionally — but rather 
rarely, considering the large number of overtures he did 
write — he would take up one of his old sonatas and 
rework it as an overture, as in the case of Esther, and the 
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result was sometimes very different from his usual French 
ouverture. 

Eighteenth century musicians rarely played music exactly 
as It was written, unless they were absolute beginners; 
and even then they soon learnt to embellish their music 
with all sorts of added ornaments and ‘graces’. Of recent 
years modern performers and editors have been trying to 
recapture both the letter and the spirit of Baroque per- 
forming techniques, with varying success. In listening to 
this present recorded performance, it is best to bear both 
these points In mind. 

Overture, Solomon 
Handel's festive oratorio So/omon was composed in 

1748 and produced at Covent Garden Theatre in 1749. 
The overture has a spacious opening movement, and a 
splendidly vigorous fugue; originally it ended with a 
courante-like movement which Handel ‘borrowed’ from a 
harpsichord piece by Muffat, and which is omitted from 
this recording. 

The Arrival of the Queen of Sheba, from Solomon 
Handel's operas and oratorios contain many isolated 

instrumental pieces, often labelled Sinfonia, and usually 
consisting of one movement. This very celebrated piece is 
among these; in the score of So/omon it is simply entitled 
Sinfonia, and comes at the beginning of Act III, which 
deals with the visit of the Queen of Sheba to Solomon's 
court. Eighteenth century editions call it simply /7he 
Second Overture in Solomon — it was probably Sir Thomas 
Beecham who gave it the name by which it is now 
universally known. In form it is a ritornello-rondo, on the 
Vivaldian pattern, and distinguished for its wey episodes 
for the two solo oboes. 3 

Overture, Berenice 
Berenice was one of Handel's later operas, being pro- 

duced at Covent Garden in 1737. Its overture is one of 
Handel's finest; the proud opening movement is followed 
by one of his happiest fugatos. Then comes that serene 
and famous melody which we all normally think of as 
‘The Minuet in Berenice’, although Handel merely marked 
it Andante Larghetto. For good measure he threw in a 
very lively Gigue or jig, by way of finale. 

Overture, Teseo 
Teseo or Theseus was one of Handel's ee London 

operas, being produced at the Haymarket Theatre in 1713, 
only two years after his first great British success, Rina/do. 
In the usual French overture form, it has some unusual 
features, including a curious two-bar rest in the fugue, for 
the whole orchestra (filled in here with a ‘break’ for the 
harpsichord). But the most notable movement is un- 
doubtedly the merry, dance-like finale, with its gay solo 
oboe passages. 

Overture, Ariodante 
Ariodante dates from that fruitful period in Handel's 

Operatic career when the engagement of the French 
danseuse Mlle. Sallé at Covent Garden provided Handel 
with an unusual opportunity to incorporate various ballet 
movements into his scores. Ariodante and its more 
illustrious partner A/cina were both produced in 1735.and 

profited from this event. The story of Ariodante is sup- 
posedly Scottish, but there is no trace of Scottish local 
colour in the music of Handel’s overture, which is in the 
usual French form. Perhaps the most memorable move- 
ment is the finale, a gay, somewhat gavotte-like dance- 
tune, which reappears in the course of the opera itself. 

Sinfonia, Act |||, Jephtha 
The oratorio Jephtha was Handel's last major work, 

finished with great difficulty in April 1751, due to his 
growing blindness. This S/nfonia is introduced in Act III 
of the oratorio, at the point where an Angel appears to 
reveal to Jephtha that his daughter is not to be sacrificed, 
but dedicated to the service of God. To suit his purpose 
Handel borrowed a movement from one of his own earlier 
violin sonatas and scored it up, thus making a very brilliant 
orchestral movement. 

Overture, Esther | 
(Andante — Larghetto — Allegro) 
Esther was originally composed as a masque for the 

Duke of Chandos, when Handel was composer-in- 
residence to the Duke at his great palace of Cannons, 
near Edgware. The overture is very unusual in form, and 
in some ways is more closely related to the Italian — 
symphony than to the French overture. Like many of the 
overtures Handel wrote for Cannons, it seems to have 
been based on an earlier trio-sonata. Whatever its 
affinities, it is a noble work, and one very popular in the 
eighteenth century, when it greatly influenced such English 
composers as Dr. Boyce. The continuo line is enriched with 
a harp, in accordance with Handel’s directions elsewhere 
In his score. 

Overture (Largo — Allegro — Adagio — Gigue), March and 
Battaglia, from Rinaldo 

Handel first came to England tn the latter part of 1710, 
and early in 1711 he produced his first London opera, 
Rinaldo, at the Haymarket. It was a tremendous success; 
London had never heard such virtuosity in composition, 
or such brilliance in music-making. The overture is a 
proudly confident essay in the French style, and in this 
early example, Handel actually gave the movements tempo 
indications, which are a good guide to the music’s shape, 
if not its content. In the opera itself, there are several 
instrumental items, some richly scored for four trumpets 
and drums, as well as the usual oboes and strings. The 
March is a splendidly extrovert piece, popular enough to 
be introduced in rather different circumstances into Gay’s 
Beggars Opera, some seventeen years later. Finally we 
have the Battaglia (or Battle Music), an exciting piece of 
martial music in Da Capo Aria form, with a quieter middle 
section and a repeat of the arresting opening strain. 

Overture, Sosarme 
The Italian opera Sosarme was produced at the Hay- 

market in 1732. The overture is unusual in that the opening 
movement is in three-two time, rarely used for such a 
purpose. The usual fugal allegro follows, and the work 
is rounded off with another unusual movement in triple 
time, a sort of minuet, but with crisply dotted rhythms. 

CHARLES CUDWORTH 
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